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The first of these moments spans from the end of the nineteenth century to the first decades of the twentieth in what was then the capital of the Brazilian Republic. Drawing from periodicals dedicated to cultural and artistic criticism, we shall see how the theatre, the main form of entertainment during the period, served to symbolically retranslate the hierarchies that structured the social life of the Carioca belle époque. We have chosen the trajectory of composer Chiquinha Gonzaga (1847 Gonzaga ( -1935 in order to highlight how the management of these hierarchies, shaped by the artist's career, was fundamental to the elaboration of a repertoire deemed 'popular.'
The second moment, centred in the 1940s and 1950s, takes us from Rio de Janeiro to São Paulo. The catching up of the Paulista theatre scene with international developments -enabled by the creation of the Teatro Brasileiro de Comédia, the incorporation of foreign directors, the introduction of new theatrical conventions and the valorisation of dramaturgy -is explored through the career of the actress Cacilda Becker (1921 Becker ( -1969 and the critic who most closely accompanied her work, Decio de Almeida Prado (1917 Prado ( -2000 .
Here the comparative framework takes the form of a sociological experiment: we emphasize the central role played by the theatre in the two cities with the aim of reconstructing the not always linear movement of absorption and expansion of this artistic practice in urban environments pushed by the investment in culture as a medium and substrate for the crystallization of diverse elements of the modernity then evolving. One of these elements, relating to the transformations in gender relations, is visualized here through the careers of Chiquinha Gonzaga and Cacilda Becker. Composing and directing musical shows were very clearly marked out as male activities, hence the specific challenges encountered by Chiquinha over the course of her professional trajectory.
2 Very different were those difficulties experienced by Cacilda, the actress who best symbolized the revival of the Paulista theatre scene in the period under analysis.
FIRST ACT
The city in revue "We've an audience, we've an audience, we've an audience!" 3 It was with real enthusiasm that the playwright and theatre critic Arthur Azevedo (1855 Azevedo ( -1908 welcomed the opening of the play Casa de bonecas (A Doll's House) in Rio de Janeiro at the end of May 1899. After a period in Lisbon, completed a month earlier, the company of the Portuguese actress Lucinda Simões travelled to the federal capital, bringing the new play directly from the European stages to the Teatro Sant'Anna, located on Praça Tiradentes, the city's cultural epicentre. The staging of the drama by Ibsen (1828 Ibsen ( -1906 , previously unperformed in Brazil, was an overnight success among those sectors of the elite tuned to whatever was most modern in the arts, as well as being considered "a major artistic happening" by the press (Azevedo, 1899b).
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cities, stages and audiences: rio de janeiro and são paulo in two acts sociol. antropol. | rio de janeiro, v.07.02: 491 -519, agosto, 2017 Compared to the other shows staged daily in Rio de Janeiro's theatres at the time, Casa de bonecas deserved special attention. Not so much on account of the overseas origin of the text or cast -given that receiving theatre companies from abroad was commonplace in the capital -but because of what the play represented and indeed acted out. The theme of Nora and Torwald's failed marriage caused an upset among the spectators, who saw the young wife's decision to abandon her home, her husband and her children as a direct assault on existing gender norms. From the stage, Nora's resolute farewell, made moments before the end of the play and contrasting with the incredulous impotence of the husband, announced a redefinition of social roles central to the relationship between men and women.
But it was not just the content of Ibsen's drama that caused an impact and, in many cases, discomfort. In his weekly column for the newspaper A Notícia, Arthur Azevedo (1899a), this time somewhat less enthusiastically, reflected on the staging of Lucinda Simões's company. Sparing in his praise for the cast, he argued
that "a theatre play should be above all clear, and Casa de bonecas is not." In his view, Ibsen's text failed to meet the requirements of the "well-written play," symbolized by classic French drama: balanced characters who, in a linear plot filled with music, favoured inter-human action rather than subjectivism (Neves & Levin, 2008) . The show presented in the Teatro Sant'Anna, with its unexpected and inconclusive ending, leaving the audience's expectations in suspense, diverged from this model. Not unsurprisingly, Arthur Azevedo (1899a) considered it "[un]suitably arranged." "Frankly," the critic went on, "what would the audience make of a Brazilian author who made a stranger enter a family home, at an untimely hour, just to ask for a cigar and announce, in Sibylline fashion, that he was going to die? Imagine the poor Brazilian author who did that!" 4 Indeed, they did not. Until the first decades of the twentieth century, Brazilian dramaturgy was some distance from the foreign theatrical avantgarde.
The revolution triggered in Europe by the emergence of modern drama -championed by authors such as Chekhov, Strindberg and Ibsen himself -would take decades to reach the Brazilian stages (Szondi, 2001) . Hence, what Arthur Azevedo identified as a dimension 'out of place' in Casa de bonecas alludes to the complex relationship between the theatre, the formation of the public and nationality in Brazil, recurrent topics in the discussions of republican intellectuals concerned to determine the symbolic place of the 'people' in the new regime.
In the years following the proclamation of the Republic, the theatregoing audience was accompanied by the idea that certain sectors of the intelligentsia held of it. Far from expressing 'cultural unity,' something impossible for a nation lacking any prior identificatory 'sentiment,' it was imagined as an audience that, being endowed with a "public meaning," should give flesh, blood and voice to city dwellers. Of all the types of symbolic production available in fin de siècle Rio de Janeiro, the theatre was the cultural arena that best knew career. His relations with other intellectuals, developed in the politically turbulent everyday world of the end of Empire, shaped a common social experience that would be reflected in both the artistic production and the lifestyle of the group. Possessing a cultural capital uncommon for the period, but unable to make a living from their trade, these young literary types found in public service an ideal comfort zone between financial stability and a relatively flexible routine, allowing them to socialize intensely in the city's cafés and bars.
Arthur Azevedo was no stranger to the vicissitudes of this kind of life: he spent half of his working day in the doldrums of the office buildings and spent the rest of the time in Bohemian conviviality with his colleagues from the profession. "They were almost always friends, sometimes opponents, but all sharing the consciousness and determination to fulfil their respective 'missions.' Arthur Azevedo's mission was to dedicate body and soul to the theatre" (Mencarelli, 1999: 47, our italics). His adherence to the nationalist ideology gave him the taste for Brazilian literature and the fight for the "regeneration of the national theatre" (Azevedo, 1895) , while the circulation through the elite spaces of a Francophile
Rio de Janeiro -like the Alcazar Lyrique and the Teatro São Pedro -made him keenly aware of the fascination that shows like comic operas, operetta and revues of the year exerted over the hearts and minds of the population.
7
The establishment of revue theatre as a profitable genre dates from the final quarter of the nineteenth century. Co-opting a variety of artistic languages, including poetry, music and dance, the narrative constant to the shows was a comic and parodical recapitulation of the events that had marked the year in the capital. 8 The 1880s and 1890s saw the apogee of the genre, precisely when the development of mass communication and transport was changing the city's physiognomy. The channels provided by the press -which, as well as newspapers, included weekly magazines such as Fon-Fon and Kosmos -enabled an outpouring of the polyvalent talents of young writers eager to make a living from articles, stories, advertising slogans, verses and caricatures. Undoubtedly the risk inherent to this activity impelled them to venture onto the stages too, especially since, taking the French classic style as an influential 496 cities, stages and audiences: rio de janeiro and são paulo in two acts sociol. antropol. | rio de janeiro, v.07.02: 491 -519, agosto, 2017 model, the theatre produced in Rio de Janeiro frequently turned to a wide variety of dramatic source texts.
The high turnover of jobs indicated, on one hand, the difficulties encountered in the specialization and autonomization of the literary craft, leading writers to assume "the roles of the press caricaturist, publicist, revue author and, not infrequently, actor" (Saliba, 2002: 43) . On the other hand, the presence of polygraphic artists like Bastos Tigre, Raul Pederneiras and Oduvaldo Vianna was central to the configuration of a transversal theatre style. The constant recourse to humour and parody dialogued directly with a social experience still taking shape and conferred revue theatre "an ambiguous place in comic production, probably
on that threshold always difficult to discern between the cult and the popular" (94).
The fact that Arthur Azevedo translated French operettas into Portuguese while also authoring revues of the year created an uncomfortable situation for exponents of nationalist purism. As a member of the Brazilian Academy of Letters since its foundation in 1897, he joined in the chorus of accusations that Brazil's dramatic arts were in decline; as a playwright and revue writer (revistógrafo), he was at the forefront of shows that were huge box office successes. Struck by this apparent inconsistency, the novelist Coelho Neto a blatant allusion to Arthur Azevedo and the works written by him to entertain a supposedly ignorant and unruly public. For Coelho Neto, the talent and "comic élan" of the colleague, rather than being wasted on the "riotous and disconnected scenes of the revues" (Coelho Neto, cited in Mencarelli, 1999: 84) , would have been better employed in genres like comedy, deemed 'superior' in terms of literary and artistic value.
Harsh opinions like those of the novelist were echoed by some sections of the press. In the two years during which it was published, Revista Theatral Given that the Theatre is the strongest and almost only popular distraction, there is absolutely no reason for playwrights to write and impresarios to produce works without literary merit, gross and idiotic, since the affluence of spectators would be all the greater were the works shown to present some degree of refined artistic form. (Azevedo, cited in Mencarelli, 1999: 85 ). Azevedo's pragmatic and disenchanted tone stemmed from his understanding that the separation between 'public' and 'society' provided a narrow range of possibilities and, consequently, demanded adopting the right attitudes. In his view, "any art wishing to survive the marketplace had to match the 'public,' since 'society,' while it had its literary and dramatic preferences, would not assure the survival of the artistic production" (139-140).
Dedicating his career to dramaturgy required, therefore, a double adaptation: on one hand, to the structural limits of the literary craft which, unable to evade economic laws, obliged him to 'make money'; and, on the other hand, the idea, shared with other intellectuals, of constructing a new sense of nationhood through the invention of a modern and republican social imaginary. Wavering between rejecting and welcoming these theatre genres in which the borders of notions like 'high' and 'low' culture became blurred by "flows of languages, ideas, expressive models, works and authors" (Miceli & Pontes, 2014: 9) , Arthur Azevedo embodied the dilemmas and specificities of a porous cultural output.
Porosity is the metaphor used by the historian Bruno Carvalho (2013) to describe the sociocultural dynamic of Rio de Janeiro from the second half of the nineteenth century to the first decades of the twentieth. Marked by rapid demographic growth, the federal capital witnessed the configuration of new social classes distributed unevenly across urban space. From this process emerged forms of inhabiting and representing the city shaped by the constant "breaching of cultural screens" (Wisnik, 1983: 162, original italics) , in which the absence of rigid boundaries between groups promoted the diffusion of cultural products beyond their contexts of production. Porous, these products symbolically retranslated the divisions and contradictions of a place in which modernization affected city dwellers unequally. Animated by the "interplay between tradition and invention, innovation and the past" (Carvalho, 2016: 23 At the end of the nineteenth century, Rio de Janeiro had become the cultural and artistic epicentre of Brazil, irradiating to the rest of the country, and beyond, the image of a civilized nation that had supplanted the colonial past under the banner of progress. However, the turning point signalled by the Republic, while altering little the political and economic frameworks of the Empire, was crucial to the construction of the expectations of what could be achieved with the theatre shows. 10 Amid a full-blown "battle of symbols and allegories" (Carvalho, 1998: 10) in which different sectors of the republican intelligentsia clashed with each other (liberals and positivists, to cite two), the aim was to constitute a popular imaginary that spoke the language of the new regime.
A leading figure in this process was the instrumentalist, composer and conductor Chiquinha Gonzaga. A woman of music and theatre, she participated actively in Rio's cultural production for more than 50 years, constructing a substantial career highly regarded by her peers. Her debut as a conductor in 1885, with the operetta A corte na roça, though poorly received by critics, opened the doors to a profession that she would pursue without interruption until her death at the age of 87. During this long period, she not only accompanied the different conceptions of popular taste, supposedly shared by all citizens, she also put these ideas into action, becoming renowned for her capacity to infuse compositions with the best of a shifting, transversal and porous urban culture.
Daughter of the Carioca elite, Chiquinha Gonzaga had a privileged childhood. Access to education and the arts, though limited to the home, provided 499 article | heloisa pontes and rafael do nascimento cesar her with the foundations of a social destiny in which music was a sign of class and gender distinction simultaneously (Cesar, 2015a (Cesar, , 2015b . Her experience on the piano and in musical theory -begun under the tutelage of her family and honed over her youth -and the influence on urban musical genres like polka, modinha and maxixe were considered valuable skills in the artistic world and ended up directing her towards the humorous universe of operettas and revues of the year. However, her entry into this profession also depended on the circumstances of an erratic trajectory full of setbacks.
Like Ibsen's Nora, Chiquinha also stretched the gender conventions of the period. By the time that she began to play and compose professionally at the end of the 1870s, she had already abandoned her home, husband and children on two different occasions. 11 Materially destitute and considered dead by her family, the only viable alternative was "to transform the piano, a mere ornament, into a means of work and an instrument of liberation" (Diniz, 2009: 103) . But while this was only possible thanks to a class and gender experience that had given her the cultural credentials needed to do in public what other women did at home, it also depended on the acoustic landscape that milled through the city.
A figure esteemed by musicians and artists, accustomed to moving around in public space, Chiquinha Gonzaga consolidated her career by mediating in an appealing and entertaining form between "social classes and musical genres" (Carvalho, 2013: 92) .
At the time of her debut as a conductor, Chiquinha Gonzaga was already familiar with the possibilities of theatrical work in Rio de Janeiro. After Festa de São João -a comedy of manners for which she herself wrote the music and libretto -remained unperformed and Viagem ao Parnaso, a revue whose author, Arthur Azevedo, denied her the opportunity to present, Chiquinha Gonzaga finally made her debut with A corte na roça, authored by Palhares Ribeiro, thereby launching her career among Rio de Janeiro's cultural producers.
With the difficulty inherent to all beginnings, Chiquinha appeared on the pages of the main newspapers of the time.
We sincerely rue the kind of score written by Mrs. Francisca Gonzaga for the farce that, raised to the heights of operetta, was performed at the Príncipe Imperial theatre the day before yesterday under the title of Corte na Roça.
We rue it, because the music -good, well-written, original, a true gift, denoting something of real merit to its author -is yoked to an impossible libretto, implausible, and performed in an indecent and repugnant manner.
Mrs. Francisca was deservedly applauded (Gazeta de Notícias, 1885).
Motivated by the discrepancy between the 'impossible' libretto, the 'repugnant' performance and the 'well-written' music, the review of the show sought to suggest that the conductor's fledgling talent exceeded that of the thea- The music is good -good in all senses of the word. The distinctive composer must work, and work hard.
Excusing the "bad corpse" on the dramaturgy and staging, the positive impact of Chiquinha Gonzaga's debut earned her further opportunities among the capital's light theatre companies. 12 The fact of being a composer (rather than an actress) certainly made her an exception among people working behind the scenes of culture, like playwrights, directors, actors and producers. However, the initial difficulties were gradually supplanted by the composer's talent and dedication -and by the social capital of her origins.
The clash between production and critique, signalling the search for relative autonomy of the cultural field, primarily expresses the latter's attempt to create and implement its own laws in a challenge to the monopolizing of cultural legitimacy (Bourdieu, 1992) . Although it was impossible for cultural producers to proclaim any material and symbolic independence from economic and political laws, signs of the dispute for legitimate cultural forms can be seen in the dialogue between subjects who occupy distinct and frequently antagonistic positions.
The common ground where the symbolic battle for the destiny of Rio's theatre unfolded, therefore, was popular taste and the different meanings surrounding it. For it to figure as an object of a civilizing pedagogy idealized by the cultural elite and, at the same time, serve as ballast for the new theatrical enterprises, the public needed to be constantly monitored. With the gradual development of the urban middle classes, more people began to spend their free time out in the city. Between the second half of the nineteenth century and the first years of the twentieth, the options for entertainment were concentrated in the central region, but as the decades unfolded, not only did other spaces proliferate but also other kinds of attractions. 13 The certainty that "the public, in the theatre [...], only loves those who entertain or move them" 14 stimulated the producers and impresarios to develop new strategies to diversify the range of entertainment available to Cariocas.
One of them was the combination of light theatre with cinema sessions, still a novelty in the first decades of the twentieth century. Running production and maintenance costs lower than those of the theatre, cinema became an alternative form of entertainment whose accessibility to the general population forced theatre impresarios to reassess their own operations. Despite the vocal rejection of the creators of the "art of silence" 15 by more conservative minds, cinema also played a conciliatory role insofar as screen and stage could entertain the same audience rather than dispute for it. For Rui Barbosa (1920) , for example, cinema was "condensed and speeded up theatre," taking as "a background reality, nature and universe in all their infinite variety of scenes." The 501 article | heloisa pontes and rafael do nascimento cesar point of contact between these two forms of cultural output arose from a shared social experience that, though limited to the urban middle classes and the elite, closely accompanied the 'pace' with which culture and the city were transforming.
Theatre, therefore, was not a term with a univocal meaning. Occupying the epicentre of Carioca symbolic life, its polysemy was both cultural and political. Business for some and project for others, it led to private ventures designed to entertain and generate profit, while also mobilizing sectors of the intelligentsia eager to construct a meaning for Brazilian nationality and see it represented on stage. Theatre companies thus had to vie for an audience with those proposing the nationalization of the dramatic arts.
The idea of creating a national company that would provide financial backing to shows by Brazilian authors, allowing them to dispense with the need to "make money" in the cultural market, was supported by various intellectuals at the turn of the century. To transform the city's theatres, "where slang and the coarse jokes corrupt popular taste definitively," 16 into spaces of dramaturgical quality, criteria needed to be established concerning the form and content of the plays and their application ensured. Imbued with diverse meanings and a theme of much controversy, the notion of the theatre runs in parallel to that of the public. The consulted documents show that during the first years of the Republic, the pendular movement between 'art' and 'entertainment, ' 'foreign' and 'national,' 'public' and 'society,' signalled the joint efforts of various subjects to define Brazilian nationality 502 cities, stages and audiences: rio de janeiro and são paulo in two acts sociol. antropol. | rio de janeiro, v.07.02: 491 -519, agosto, 2017 and, in the process, the nature of popular taste. Working at the intersection between the political imaginary -one of the foundations for which was the idea of a civilization by stages -and the set of cultural representations and discourses concerning the proposed destiny of the national theatre, whose centrality in the symbolic life of Rio arose from its intimate relation with urban space, they reflected the eagerness of the intelligentsia to legitimize their political decisions and substantiate their cultural judgments. In this sense, the public, in acquiring the clear contours of a moral subject, became pivotal to the "forming of [Republican] souls."
INTERVAL
Though originating in France, revue theatre was "until the mid-twentieth century, the most characteristic genre of Brazilian theatre, the one that most excited the public, with its irreverent humour, sometimes in bad taste, its teasing tone, its critique of manners and its allegories concerning national life and politics" (Mattos, 2002: 108) . As the decades passed, though, while it still excited the public, it became less and less popular with Rio and São Paulo's amateur groups, who were striving to transform dramatic values and instil new ways of conceiving the work of actors, actresses, directors and set designers.
The Brazilian theatre scene's capacity to catch up with what was happening internationally depended on the work of amateurs, the localized attempts to renew local dramaturgy and the emergence of new theatrical conven-
tions. An important figure in this process of renewal in Brazil was Louis Jouvet (1887 -1951 . In the view of this French actor and director, dramaturgy reigned supreme, since everything "derives from it" (Jouvet, 1958: 168) . Hence all the components of the show had to be subordinate to the text, given that it only "acquires meaning when spoken, pronounced on stage or elsewhere [or] when addressed to someone: partner or public" (Jouvet, 1954: 67) . This explained the raison d'être of stagecraft and the importance of the director, whose function of breathing life into the text was, until then, little appreciated by the public or the majority of people directly involved with professional theatre in Brazil.
The work of the amateurs combined with the presence of Jouvet and his company in Rio and São Paulo, in 1941, enabled the subversion of the hierarchy of values enshrined in the country's theatrical landscape, where shows "were organized, so to speak, from the parts to the whole" (Prado, 1993: 95) . After the works staged by Jouvet, in the view of Decio de Almeida Prado -the critic who became the "privileged conscience" (Magaldi, 2002: ix) of the São Paulo drama scene -"there was no longer any place for comedies of manners or 'fantasies' in festive form" (Prado, 1993: 159 The advice bestowed by Jouvet quickly became a fixed idea for the group.
They needed to find a Brazilian dramatist who matched the pretensions of the group and its Polish director, Zbignew Ziembinski (1908 Ziembinski ( -1978 . Fleeing the war, the latter had arrived in Rio de Janeiro in 1941 and two years later would direct the era) and Bibi Ferreira were able to shift easily from Portuguese to French and then to English, the same could not be said of the majority of the professional actresses, who, unlike the amateurs, came from humble or lower middle class families, many of them linked to revue theatre or drama troupes with little formal education. But while their origin was 'low,' the 'biggest' were able to compensate for this 'lack' with some particular physical trump card, such as beauty in the case of Tônia Carrero and Maria Della Costa.
When Cacilda was born in 1921, her parents were living in Pirassununga in a wattle-and-daub house without piped water (Prado, 2002: 35) . At the age of six, she and her two younger sisters, Cleyde (who would also achieve renown as an actress) and Dirce, moved to São Paulo with their mother, Alzira Becker First, that the vanity of the artist, the legitimate vanity of the artist, which was already considerable in Cacilda and would increase with age, has nothing to do with personal narcissism, with the desire to appear beautiful and attractive. The beauty that she pursued was of another kind. Second, that the art of acting demands just as much creative imagination as the art of writing. The dramatist provides the words. The rest, which at the time of the performance is nearly everything, falls to the actor. (Prado, 1993: 141) This passionate assessment clearly reveals the size of the impact that the actress had on the critic. Despite preferring up to then 'tasty little' plays to those of indisputable literary quality, Cacilda found in Decio her most qualified interpreter, at once generous and demanding. The contact between them was pos- Prado (1993: 95) , "a close-knit and combative squad which in a few years had subverted the entire framework of Brazilian theatre, impressing on it new practices and new principles." In her first years of acting, Cacilda had assembled a highly varied portfolio of work that simultaneously contained the best and the worst of the theatre routine of the period: old methods of making and conceiving the theatrical arts were mixed with more modern methods that had emerged in the 1940s. When she joined the TBC at the age of 27, she therefore brought the "before and after" that divided the history of Brazilian theatre. But as her cultural education was still very sparse, it was only at the Teatro Brasileiro de Comédia that her career really took off, the result of a set of very precise circumstances, including a mixture of conditioning factors of a social, institutional, artistic and biographical kind.
Playing the part of Queen Mary Stuart in Schiller's drama, directed by Ziembinski, Cacilda proved, Decio argued, how they had been mistaken "to accept any limits for her"; in the role of Pega-Fogo, a child prematurely aged through suffering, she showed that "her immense possibilities (were) even vaster and deeper than we had imagined." Reaching a period of full artistic maturity, she took "our theatre to heights seldom attained even by the best theatre of other countries." On stage, the actress was like "a vibrant bundle of nerves" dispensing with "everything that did not constitute material for her art, everything that
[was] not nervous sensibility" (Prado, 1993: 262) . Thrilled by Cacilda's rise, the result of a carefully dosed mixture of discipline, talent, hard work and love for the profession, Decio provides a visually vivid picture of the actress's strength.
The idea that her strength resided in a "vibrant bundle of nerves" would become one of the aphorisms used to describe her by directors and theatre critics alike, the latter, in the wake left by Decio's thought, making his words about her their own. For the Italian Ruggero Jaccobi (1995: 137), who arrived in 507 article | heloisa pontes and rafael do nascimento cesar Brazil in 1946 and directed her three times, as soon as Cacilda "began to pronounce the words, they ceased to be words: they were threads, the bundles of threads of this nervous system. There was, so to speak, a kind of electricity in Cacilda's words and gestures. She moved across the stage releasing a series of electric shocks. In the words of Ziembinski (1995) , the director with whom she most frequently worked over her career, one of Cacilda's mottos whenever he proposed a new show to her was: "Let's work! It's going to be hellish work!" For her, Ziembinski continued, "hellish work was a source of joy, the need for extreme effort. In the heat of work, the fight to achieve new values, she felt herself reborn, at the same time that her fragile body was transformed into the body of giant, a shining body" (142).
This body allowed her to move between playing very different types. Not only by virtue of the external devices that she used to imbue the performed characters with verisimilitude -the majestic garments that she wore when portraying a queen or the bandages with which she wrapped her breasts beneath her shirt to make her depiction of a boy all the more credible -but above all by her capacity to convert the experience of humiliation and deprivation experienced in her own childhood and adolescence into a powerful interpretative key. This was something the people closest to her knew how to recognize by being themselves completely immersed, like the actress, in the world of theatre, as actors, directors or critics.
Sábato Magaldi, disconcerted by the fact that the two roles that he most liked from the actress's career were male (Pega-Fogo and Estragon, in Esperando Godot [Waiting for Godot]), sheds some light on the significance of this coincidence. In his view, it derived not from the fact that Cacilda "appeared masculine on stage." On the contrary, "she was very feminine in so many creations." Her personal fragility, Sábato postulates, "is what lent Pega-Fogo and Estragon a profoundly human quality. Helplessness, sadness, perplexity in the face of life, c suffering, humiliation -these were the raw material that came from the roots of her childhood and stuck to her characters, making them so authentic" (Magaldi, 1995: 19) . Male, these two roles are the striking expression of how, in the case of the great actresses, much of their notoriety is associated with the embodiment of the mechanisms of deception produced by theatrical conventions. Making the body the most important substrate, theatre allows these actresses to circumvent the implacable imperatives of beauty and the constraints imposed by ageing. Something difficult to achieve in other domains, like cinema, classical ballet and fashion, where the body is also central.
Neither beautiful or shapely, "marked" forever, in her own words, "by poverty" (Becker, 1995) , Cacilda triumphed because she maximized her skill as an actress in a very particular context of renewal in Brazilian theatre. Backed by the accumulated experience of foreign directors, Cacilda was able to make up for the deficiencies in her training, working round her less favourable phys-508 cities, stages and audiences: rio de janeiro and são paulo in two acts sociol. antropol. | rio de janeiro, v.07.02: 491 -519, agosto, 2017 ical attributes, becoming familiar with and eventually mastering the drama techniques and conventions that made the TBC the model par excellence of Brazilian theatre until the mid-1950s.
The city on stage
"The women were the bosses in the theatre" (Della Costa, 1984) . Contradicting the obvious, the words of the actress Maria Della Costa (1926 Costa ( -2015 express the mix of objective and subjective conditions that enabled actresses to assume leading roles on and off the stage. In the division of labour that governed the diverse modalities of drama performed during the period, the marks of gender were present in all, but with distinct inflections in each. While the work of acting was available to both sexes, the work of dramaturgy was a privilege or attribute afforded to men. 19 Between these two poles were the directors and those The close relationship between the theatre and the city, the basis for drama activity in any capital, acquired specific contours in São Paulo as a result of the influence of the University of São Paulo (USP) on the local cultural dynamic. 20 The higher social profile that the university gave to those involved in intellectual activity, the presence of foreigners (professors and directors), the new spaces of sociability and professionalization, the alterations being produced at a rapid pace in the city's social structure and demographics, all this, combined, proved decisive in the creation of new modalities of intellectual work and in the consolidation of the modern theatre.
"Exploding in its number of inhabitants, [São Paulo] broke its 400-year-old shell and became internationalized" (Prado, 1998: 7) . From 1920 to 1950, the population rose from 579,000 to 2,198,000. The result was a shared belief in the future, "the symmetrical substitution of lifestyles rather than the slow disappearance of a world whose death throes could be accompanied with lucidity"
(Mello e Souza, 1980: 110) . This was demonstrated by the most inventive Brazilian dramaturgy of the time and by the creation of various companies, where the presence of the first actress continued to be central to the production and to the success of the modern theatrical ventures.
In the context of transformation through which Brazilian culture was then passing, signalled by the emergent Cinema Novo and by the intricate interweaving of theatre, radio and the beginning of television, the professionali-509 article | heloisa pontes and rafael do nascimento cesar zation of the modern drama scene was made possible thanks to the decisive contribution of companies formed by actresses, combined with the presence of foreign directors. Coming from very area of Brazil's lower social classes, these actresses infused modes, dictions, corporeality, expressivity, humour and signals with a social energy that scintillated and reverberated on stage with the geographic and social mobility characteristic of the transformations then taking place in the country's metropolises (Pontes, 2010) .
In this manifestation of new viewpoints onto Brazilian society, there was a place for the poor or modest social origin of various actresses to be converted into an expressive substrate to their theatrical activity, as we saw in the career of Cacilda Becker. The renown, the delayed cultural education, the access to social circles otherwise unthinkable to someone from their social background, the acquisition of a series of material and symbolic goods and, above all, the rubberstamping of the biggest actress of the period were essential to balancing the public image of the actress with her own self-image. But not to the obliteration of the most painful and tumultuous feelings deriving from the deep experience of poverty, which contained buried within a distinct form of bodily hexis exhibited by the socially excluded.
EPILOGUE
Situated in distinct contexts, the trajectories of Chiquinha Gonzaga and Cacilda Becker interwove with the history of the cities in which they lived and performed. Rio de Janeiro at the end of the nineteenth century, at once the political and cultural centre of the young Republic, discovered in theatre the symbolic form most able to represent the delights and contradictions of Brazil's modernization. A kind of good-humoured chronicle of everyday Rio de Janeiro, the revues of the year shuffled the hierarchies existing in the theatrical arts, transversally affecting the population's sensibility and imagination. Dramatic, farcical, comic and invariably musical, the theatre was as porous as the city that it sought to present to the public every night.
Chiquinha Gonzaga made this theatre her profession. Always dressed soberly to avoid a pronounced femininity, she coordinated the aspects of her personal presentation with the male expectations of her social circle as though she wished to become indistinct from her colleagues. The erasure of the marks of gender took as their substrate a body whose generational distance separated her from most of her peers. It was also anchored in the effects of the fame achieved by Chiquinha over her career. Knowing the piano "inside and out" (Pinto, 2009: 42) , she occupied a place in the division of musical labour associated with the image of someone whose technical mastery of her art is sufficient to conduct an orchestra alone.
Sustained by the text, grounded in the disciplined work of the cast and the overview of the director, the modern theatre in São Paulo translated into a 510 cities, stages and audiences: rio de janeiro and são paulo in two acts sociol. antropol. | rio de janeiro, v.07.02: 491 -519, agosto, 2017 theatrical form the institutional apparatus that enabled, in the same transformative urban fabric, the creation and interpenetration of the new languages blossoming in the arts, sociology and dramaturgy (Arruda, 2001) . 6 Data from the second census conducted in Brazil. Available at <http://seculoxx.ibge.gov.br/populacionais-sociais--politicas-e-culturais/busca-por-temas/educacao>.
7 For a more in-depth analysis of Arthur Azevedo's career in relation to the city of Rio de Janeiro, see Siciliano (2014) .
8 Written as a commission, O Rio de Janeiro de 1877 was the first review by Arthur Azevedo. In it we can perceive the structure that would consecrate the genre over the 1880s and 1890s. The abundance of characters with suggestive names -like 'Politics,' 'Rumour,' 'City Improvements' -combined with a fragmented comic narrative alluding to everyday life in the city.
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article | heloisa pontes and rafael do nascimento cesar 9 In his view, "in drama or comedy, our artists generally have no idea of the characters or the feelings that they are playing. What drives away the spectator is not the play itself, but the way in which it is stage and acted" (Azevedo, 1894) .
10 The transition from a social structure based on the 'precapitalist' mechanisms of the old regime for a properly capitalist structure, generating the psychocultural developments of the 'bourgeois era' in Brazil, dates from the 1930s with the breaking of the oligarchical pact and the alliance between an incipient bourgeoisie and the State (Fernandes, 2005: 241) .
11 The first of them was Jacinto Ribeiro do Amaral, with whom she married in 1863, at the age of 16, and had three [they] were far from monopolizing it" (Gomes, 2004: 58) .
Indeed, the 1920s saw the multiplication of spaces dedicated to offering the public a wide variety of entertainment at different prices, dominated by the city centre but also extending to the districts of São Cristóvão, Botafogo, Méier, Jardim Botânico and Tijuca.
14 Revista da Semana, 1902. 15 A arte do silêncio, 1920.
16 A Noite, 1913a. 17 For a more comprehensive view of the transformations produced in São Paulo theatre during the period, see Guzik (1986) , Mattos (2002) , Arruda (2001) Becker (1921 Becker ( -1969 . and Cacilda Becker (1921 -1969 .
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